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Introduction
Music plays an integral role in culture and has become a core component of home
and school life. From background music in elevators to music soundtracks in movies and
videos, to daily interactions with our families, music is the daily soundtrack to our lives.
As students progress through their education, they become knowledgeable in many
subject areas because the concepts learned can be seen in everyday life. For the same
reason, music classes are essential to creating well-rounded students and fostering a lifelong love and appreciation for the arts.
However, there are still many barriers to inclusivity in the current music
classroom. This guidebook strives to provide music educators with the resources and
information they need to create an equitable and safe learning environment for all
students and how to model inclusive practices in the classroom.

Setting the Atmosphere for Inclusivity in your Classroom
How do Music Educators Influence the Atmosphere of their Classroom, Ensembles, and
Rehearsals?
Music educators control the atmosphere of the ensemble through their
actions toward their musicians. When they respect the musicians in their
ensemble, the musicians are more likely to respond with respect, not only to the
conductor, but to each other. As Chuang (2005, p. 6) states, “when people are
treated rudely, they tend to either resist or turn away”. This can create negative
associations with music due to their experience in the ensemble. Additionally,
how educators interact with the musicians creates a model for how students
4

should interact with each other. For example, educators that are passiveaggressive or criticize their ensembles for mistakes are more likely to foster a
negative environment because their musicians learn that these behaviors are
acceptable. As educators, the expectations for musicians’ behaviors should be
within their abilities and their behaviors should be guided appropriately.
Realistically, educators should not expect the same behaviors or responses to
difficult challenges from beginning musicians from professional musicians.
Additionally, as educators, it is important to treat ensemble members with
integrity and fairness (Chuang, 2005). This means educators should always listen
fully and respectfully to ensemble members’ questions or responses and should
never “play favorites”.
Also, through their actions, educators can help create a safe environment
for their musicians. This environment can be created by being open and inviting
to ensemble members by having open body language and using friendly gestures
and facial expressions. If tension or apprehension is noticed, an option would be
to smile or provide comments to help make individuals feel welcome to be
vulnerable in that space (Cruse, 2011). When a correct goal is achieved, make
sure to provide compliments. It is important to not be fixated on the negatives or
the areas that still need to be improved (Cruse, 2011). As stated in
“Improvisational Teaching in the Choral Rehearsal: Case Study of an Expert
Conductor-Teacher” by Carolyn Cruse (2011, p. 188), “Affirm the success
[musicians] accomplish during rehearsals, whether small steps or giant leaps”.
This will help make musicians feel comfortable to make mistakes and explore
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playing their instruments, especially in amateur ensembles. Creating this
welcoming and safe environment for musicians to explore the music can help
“inspire members’ emotions, engage members in their musicality, and even to
discover and develop members’ potential” (Chuang, 2005, p. 7).
Secondly, educators impact the atmosphere of their ensemble through their
“capacity to motivate, inspire, and encourage” (King, 2011, p. 67). Primarily, this
encouragement and inspiration is provided through the educator’s actions and by
providing positive feedback to their musicians. As stated in “The Science and
Psychology of Music Performance: Creative Strategies for Teaching and
Learning” by Richard Parncutt, Gary E. McPherson, and E. Gerald (2002, p. 336),
“situations in which conductors provide predominantly positive feedback result in
better attitudes, attention and performance”. Through interactions with ensemble
members, educators have the ability to engage them in a shared vision and
encourage them to remain in music by providing them with positive experiences.
Another option for educators to create an inclusive atmosphere in their
ensemble is by sharing ownership of the music and accomplishments. According
to Ryan Hourigan (2009, p. 35), “how a person feels about his or her value to a
group can directly affect his or her self-worth and self-identity”. Group ownership
can be encouraged by allowing the musicians to make decisions musically about
the pieces they are performing (Cruse, 2011). Including them in the musical
decision-making process invests them more in the rehearsal process and makes
them feel more connected to the music because they see their own interpretation
of the music being conveyed, allowing their voice to feel heard. One way to
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involve them in this process is to have ensemble members explain the imagery
they experience during a section of music (Cruse, 2011). By involving the
musicians in the musical process, we are helping to foster a more intimate bond to
the music and to their fellow musicians to achieve a shared goal for the music
being performed.
Techniques for Inclusivity
Educators can help make the individuals in their ensembles feel welcome
and included in many ways. In a school setting, educators can stand in the hallway
or next to the entrance to their classroom and greet their students as they walk in
the door (Hourigan, 2009). This provides a chance to talk with students about
their lives and create a personal relationship with each student as well as make
students feel welcome in the classroom and feel valued and cared for. Also,
educators can create peer buddies in their ensemble, either between students with
disabilities and an able-bodied peer or between an older student and a younger
student. This creates a supportive environment between students and allows
students to hold each other accountable for the atmosphere that they want in the
ensemble. Similarly, educators can also model the behavior they expect to see
from their musicians. This can include providing positive comments and
addressing negative behaviors early on and showing a no-tolerance policy for
bullying or discriminative behaviors.
Inclusive language is also essential to creating a safe environment for all
students as students come from a variety of home and cultural backgrounds. One
key part of inclusive language is being aware that a variety of family dynamics
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may be in play in the classroom. Some students may have a mom and dad, a
single mom, a single dad, or a single guardian; some may have two moms or two
dads, or be raised by their grandparents or placed in a foster care setting. For this
reason, using language such as “guardian(s)” or “grown-up(s)” can act as
inclusive language for all family dynamics. When it comes to a variety of cultural
backgrounds, it is beneficial to take this into account when discussing breaks or
naming upcoming winter-time concerts. For example, when students return to
school in January, asking “What did you do over your Winter break?” rather than
“What did you do to celebrate Christmas?” is more considerate of the variety of
cultures that are present in the classroom.
Additionally, since the environment of the ensemble is collective, it is
important to consider different techniques and strategies to make musicians with
disabilities and exceptionalities feel confident and included in the ensemble.
Firstly, one can work with each student individually when assigning their
instrument to determine what instrument best fits their abilities. You can assess
their fine and gross motor skills using a recorder or song flute to determine if a
brass or woodwind instrument would be a better fit for their abilities (Merck &
Johnson, 2017). This is beneficial because “students with certain cognitive or
motor impairments… [may] find brass instruments easier than woodwinds or
strings because brass instruments require comparatively little hand coordination”
(Merck & Johnson, 2017, p. 6). Comparatively, students with hearing problems
may find brass instruments difficult due to the need to distinguish between
overtones, thus reeded instruments may be a better choice for them “because
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students can feel the vibrations from the reed through their teeth on the
mouthpiece” (Merck & Johnson, 2017, p. 6).
Also, educators can modify parts of the music to assist students with
disabilities and exceptionalities. This can include simplifying rhythms from
difficult parts or changing the octaves of melodies to fit the student’s needs and
capabilities. Additionally, educators can simply reduce the amount of music
students play (Merck & Johnson, 2017). This can include providing them a list of
the songs that the ensemble plans to perform and then having them choose certain
songs that they would like to focus on learning, which provides them with a more
manageable amount of music to learn.
Additionally, educators can encourage their musicians with disabilities to
“write note-names, rhythm counts, and/or fingerings into the music” (Merck &
Johnson, 2012, p. 13). These behaviors can help to continue to develop and
strengthen the neural pathways needed to play music as well as help to form a
visual connection between musical markings and muscle memory.

Students with Exceptionalities and Disabilities
Governing Laws
Education for All Handicapped Children Act of 1975 (PL 94-142)
The Education for All Handicapped Children Act of 1975, Public Law 94-142,
was the first special education law passed and it gave the right of a free
appropriate public education to students with disabilities. Under this law, schools
could no longer exclude nor ignore children with disabilities in education, and
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required that schools create Individualized Education Programs (IEPs) for each
child identified with a disability (Lerner & Johns, 2015).
Early Childhood Amendments of 1986 (PL 99-457)
Passed in 1986, the Early Childhood Amendment act amended the Education for
All Handicapped Children Act. These amendments extended the provisions of
Education for All Handicapped Children Act to also cover children with
disabilities from three to five years of age. It also provided provisions to provide
supports for family needs and interventions.
Individuals with Disabilities Education Act
This civil rights law protects the right of individuals with disabilities to get an
education. It provides guidelines on how early intervention, special education, and
related services are provided to youth with disabilities. It also states that students
with disabilities should be placed in their least restrictive environment- in practice
this concept is defined as “To the maximum extent appropriate, children with
disabilities… are educated with children who are nondisabled; and … special
classes, separate schooling, or other removal of children with disabilities from the
regular educational environment occurs only if the nature or severity of the
disability is such that education in regular classes with the use of supplementary
aids and services cannot be achieved satisfactorily” (Michigan Alliance for
Families, 2018).
Prior Versions of IDEA:
Individuals with Disabilities Education Act of 1990
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The Education for All Handicapped Children Act was renamed in
1990 and added two new categories of disabilities- autism and
traumatic brain injury. This revision also added new types of
special education services that schools must provide- transition
services and Assistive Technology. Transition services seek to
prepare students with disabilities for the transition between school
to independent living and work. This revision to the Individuals
with Disabilities Education Act also added new protections for
students with behavioral challenges.
Individuals with Disabilities Education Act of 1997
In 1997, the Individuals with Disabilities Education Act was
revised to add new requirements to the IEP process. The new
requirements strove to “more thoroughly address the needs of
students with disabilities” (Lerner & Johns, 2015). New additions
to the IEP process included:
- Identifying Present Levels of Performance: How does a
student’s disability impact their performance in the general
curriculum?
- Answering: To what extent and how will students
participate in statewide and local assessments? What
accommodations are needed?
- Requiring the general education teacher of the student to
participate in the creation of the IEP
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- Requirements for support services for school staff
implementing the IEP such as additional training
- Consideration of the student’s strengths and parental
concerns
- Addressing of Special Factors: What positive behavioral
interventions are needed? What specialized instruction is
needed?
Individuals with Disabilities Education Improvement Act of 2004
Like IDEA-1997, the Individuals with Disabilities Education
Improvement Act ensures access to a free appropriate public
education for all students regardless of disability severity,
suspensions, or expulsion (Lerner & Johns, 2015).
Every Student Succeeds Act (ESSA)
The Every Student Succeeds Act is the most recent general education law,
reauthorized in December 2015. It was an amendment to the Elementary and
Secondary Act (also known as the No Child Left Behind Act) that holds schools
accountable for how students learn and achieve (Lee, JD, 2020). Its primary
purpose is to ensure public schools provide quality education for all students.
Section 504 of the Rehabilitation Act of 1973
This civil rights law prohibits discrimination against individuals with disabilities,
provides educational rights to students with disabilities that may not qualify for
Special Education Services under IDEA, and “requires schools to eliminate
barriers that would prevent a student from participating fully in the programs and
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services offered in the general curriculum by providing reasonable
accommodations” (Mobility International USA, 2018).
Americans with Disabilities Act (ADA)
First signed into law in July 1990, the American with Disabilities Act was the first
comprehensive declaration of equality for people with disabilities. As a law, it
protects the civil rights of people with disabilities by guaranteeing access to
public services and public accommodations and employment.
Assistive Technology Act
This law ensures access to assistive technology devices and services.
Michigan Administrative Rules for Special Education aka MARSE (NICHY, 2016)
This is the State of Michigan’s guide about how services will be implemented and
delivered to students to meet the mandate that states provide a guide to the federal
government on how they are going to provide services.

Additional Definitions:
Children with Disabilities
Defined in IDEA as: “a child—(i) with intellectual disabilities, hearing
impairments (including deafness), speech or language impairments, visual
impairments (including blindness), serious emotional disturbance (referred
to in this title as ‘emotional disturbance’), orthopedic impairments, autism,
traumatic brain injury, other health impairments, or specific learning
disabilities; and (ii) who, by reason thereof, needs special education and
related services (Sec. 602)”.
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Early Intervention
Services and supports made available to babies and young children that
have developmental delays and disabilities (Centers for Disease Control
and Prevention, 2020). Services usually included are speech therapy,
physical therapy, etc.
Special Education
A set of services provided to a student through an IEP that may include
(but are not limited to): Assistive Technology, Audiology, Counseling
Services, Early Identification, Interpreting Services, Medical Services,
Occupational Therapy, Orientation and Mobility Services, Parent
Counseling/Training, Physical Therapy, Psychological Services,
Recreation, Rehabilitation Counseling, School Health Services and School
Nurse Services, Social Work Services in Schools, Speech Language
Pathology, or Transportation.
Assistive Technology
“Any item, piece of equipment, or product system, whether acquired
commercially off the shelf, modified, or customized, that is used to
increase, maintain or improve functional capabilities of a child with a
disability” (Pacer Center, 2015).
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Disability Categories
There are 13 different categories of disabilities defined under IDEA (all
information from this section has been pulled from the handout The 13 Disability
Categories, Defined provided by NICHCY) (NICHCY, 2012).
Autism-Spectrum Disorder
A developmental disability that significantly affects verbal and nonverbal
communication and social interaction. Individuals with this disability
typically engage in repetitive activities and stereotyped movements, are
resistant to environmental change or change in daily routines, and can
have unusual responses to sensory experiences.
Visual Impairment including Blindness
An impairment in vision that even with correction affects educational
performance including both partial sight and blindness.
Deaf-Blindness
Defined as simultaneous hearing and visual impairments which combined
cause severe communication and other developmental and educational
needs that cannot be accommodated in special education designated solely
for children with deafness or children with blindness.
Deafness
A hearing impairment that impairs the processing of linguistic information
through hearing, with or without amplification, that adversely affects
educational performance.
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Hearing impairment
An impairment in hearing that adversely affects educational performance.
The impairment can be permanent or fluctuating.
Emotional Impairment
A condition that exhibits one or more of the following characteristics over
a long period of time that affects educational performance: inability to
learn that cannot be explained by intellectual, sensory, or health factors; an
inability to build or maintain satisfactory interpersonal relationships with
peers and teachers; inappropriate types of behavior or feelings under
normal circumstances; a general pervasive mood of unhappiness or
depression; or tendency to develop physical symptoms or fears associated
with personal or school problems.
Cognitive Impairment/Intellectual Disabilities
A significant sub-average general functioning that exists simultaneously
with deficits in adaptive behavior that manifests during the developmental
period, and affects educational performance.
Multiple Disabilities
Simultaneous impairments which when combined causes severe
educational needs that cannot be accommodated in a special education
program solely for one of the impairments. This category does not include
deaf-blindness.
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Orthopedic Impairment/Physical Impairment
An orthopedic impairment that affects education performance that can
include impairment caused by congenital anomaly, disease, or other
causes. Some example conditions include poliomyelitis, bone tuberculosis,
cerebral palsy, amputations, or fractures or burns that cause contractures.
Other Health Impairment
Any impairment with limited strength, vitality, or alertness, including a
heightened alertness to environmental stimuli that leads to limited
alertness to the education environment that is due to chronic or acute
health problems AND adversely affects child’s educational performance.
Example conditions may include, but are not limited to: asthma, attention
deficit disorder or attention deficit hyperactivity disorder, diabetes,
epilepsy, heart condition, hemophilia, lead poisoning, leukemia, nephritis,
rheumatic fever, sickle cell anemia, or Tourette’s syndrome.
Learning Disabilities
A disorder in one or more basic psychological process involved in
understanding or using language, spoken or written, that may manifest in
the imperfect ability to listen, think, speak, read, write, spell, or to do
mathematical calculations. This category includes conditions such as
perceptual disabilities, brain injury, minimal brain dysfunction, dyslexia,
and developmental aphasia. It does not include learning problems
primarily the result of visual, hearing, or motor disabilities, intellectual
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disability, emotional disturbance, or environmental, cultural, or economic
disadvantage.
Speech or Language Impairment
A communication disorder that affects educational performance that can
include stuttering, impaired articulation, language impairment, or voice
impairment.
Traumatic Brain Injury
An acquired injury to the brain caused by an external physical force that
results in total or partial functional disability or psychosocial impairment,
or both, that affects educational performance. This category applies to
open or closed head injuries that result in impairments to one or more of
the following areas: Cognition, Language, Memory, Attention, Reasoning,
Abstract Thinking, Judgment, Problem-solving, Sensory, Perceptual, and
Motor Abilities, Psychosocial Behavior, Physical Functions, Information
Processing, or Speech. This category does not include congenital or
degenerative brain injuries or brain injuries caused by birth trauma.

Positive Behavior Interventions and Supports and Response to Intervention
When students present problematic behaviors or behavioral issues, the first
response from most administrators and teachers is to remove the student form the
classroom as inappropriate behaviors are seen as frustrating, intentional, and disruptive.
However, behavior is often the first line of communication for a student when they are in
need of help or when a need is not being met. Oftentimes, students may not know
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appropriate ways to express their thoughts, feelings, moods, and needs and this leads to
the presence of these inappropriate behaviors in the classroom. As such, teaching students
appropriate and positive behaviors to express their feelings and needs is more productive
for both the teachers and the students in the end. Teaching of appropriate behaviors can
be accomplished through the use of the Positive Behavior Interventions and Supports
framework.
Positive Behavior Interventions and Supports (PBIS) is a multi-tiered data-based
framework with three tiers of support. It focuses on integrating all the data, systems, and
practices that impact student outcomes every day (). In addition to providing supports for
students with disabilities, PBIS strives to create an educational setting where all students
are successful. PBIS framework has three primary categories- Systems, Data, and
Practices. As demonstrated below, all of these factors work together in order to support
student and staff behavior, support decision making in the education process, and lead to
social competence and academic achievement by our students creating equitable
educational experiences for all students.
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PBIS Framework
Supporting
Staff Behavior

SYSTEMS

Supporting
Decision
Making

EQUITY
DATA

PRACTICE

Supporting
Student
Behavior

Social Competence
And
Academic Achievement

In PBIS, systems refer to the school-wide foundational systems currently in place
including the teams in place in the school (administrative team, special education team,
etc.), school-wide expectations and routines, procedures for development and
encouragement of positive behaviors, among other foundations that schools have in
place. Practices include interventions and teaching strategies that strive to support
students of all ability levels. These strategies and interventions are backed by research
and target specific outcomes.
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Data includes all data that is generated in educational settings. This data is then
used to select, monitor, and evaluate the outcomes, practices, and systems in place
throughout the PBIS framework in the school (). Additionally taking data on student
behavior and abilities in the classroom can be used to adjust curriculum, class pace,
behavior and class management systems, and teaching practices to better serve our
students.
Also integrated into PBIS is a three tier Response to Interventions (RTI) support
framework. In this tiered support framework, we have Tier 1 Universal Prevention, Tier 2
Targeted Prevention, and Tier 3 Intensive, Individualized Prevention (). These three tiers
build upon each other like a pyramid with Tier 1 being the base and foundation of the
RTI framework serving the majority of students and Tier 3 being at the top of the
pyramid providing intensive supports for select students.

Tier 3: intensive, Individualized Prevention
Intensive, Individualized Supports are provided
to specific students passed on formal
evaluation and assessment

Tier 2: Targeted Prevention
Students with similar needs are provided with
targeted instruction to improve specific skill
deficits

Tier 1: Universal Prevention
Universal Supports are provided for all
students
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In Tier 1 supports, the classroom policies, curriculum, and procedures being used
for student behavior and needs should be adequately serving approximately 80% of the
student population. In Tier 2, slight modifications to classroom policies such as providing
additional breaks during work time or additional time for assignments should adequately
serve approximately 15% of our students not succeeding in the first tier. Finally, in Tier
3, additional special education evaluation and services should be used to help provide the
academic and social supports that the remaining 5% of our students need to succeed.

IEPs vs 504 Plans
Individualized Education Program (IEP)
Individualized Education Programs are specialized education plans
intended to provide access to resources for students with disabilities to succeed
while allowing them to learn with their nondisabled peers as much as possible.
The IEP addresses two main items: the setting of measurable annual goals for the
student, and defining the special education, related services, supplementary aids
and services that will be provided to the student from the school. A student’s IEP
is written by a team of school personnel, the student’s parents, and at times the
student. This team meets at least once a year to reevaluate the effectiveness of the
IEP and make adjustments as needed to help students meet their annual goals.
When developed, the IEP team considers three main areas of school life:
General Education Curriculum, Extracurricular Activities, and Non-Academic
Activities. General Education curriculum refers to “the subject matter provided to
children without disabilities and the associated skills they are expected to develop
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and apply” (NICHY, 2010). Extracurricular activities are any activities that fall
outside of the school day. Nonacademic activities are defined as activities that fall
outside the general education curriculum.
Once written, an IEP plan includes the following components: 1) A
statement of student’s present levels of academic achievement and functional
performance and how the student’s disability affects their progress in general
education curriculum, 2) A statement of measurable annual goals, 3) A
description of how progress toward those annual goals will be measured, 4) A
statement of the program modifications or supports that will be provided to the
student, 5) An explanation of the extent to which the student will not participate
with nondisabled peers during regular class, extracurricular or nonacademic
activities, 6) A statement of any individual accommodations that are necessary
to measure student’s academic achievement, 7) A projected date for the beginning
of services and modifications, and 8) Anticipated frequency, location, and
duration of services and modifications (NICHY, 2010).
504 Plan
An educational plan typically used for students that have accessibility
requirements but not specialized instructional needs or do not qualify for special
education under IDEA. This plan is used to document accommodations for
programs and services to eliminate barriers a student may be facing (Mobility
International USA, 2018).
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The Difference Between Accommodation and Modifications
Accommodations
Adjustments to instruction that allows a student to complete the same
assignment or test as other students, but with a change in the timing, formatting,
setting, scheduling, response and/or presentation, but DOES NOT change the
learning expectation (Michigan Alliance for Families, 2018).
Modifications
An adjustment to an assignment or a test that changes the educational
standard or what the test or assignment is supposed to measure. These
adjustments DO change the learning expectations (Michigan Alliance for
Families, 2018).

Common Accommodations and Modifications Provided to Students that Receive Special
Education Services
All information is pulled from ACTion Sheet PHP-c49a published by the Pacer Center
(Pacer Center, 2015).
Textbooks and Curriculum
i. Textbook Accommodations:
1. Provide summaries of chapter
2. Use peer readers
3. Use a marker to highlight important textbook sections
4. Provide two sets of classroom curriculum materials, one for
home and one for school
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5. Provide the student with a list of discussion questions
before reading the material
6. Provide books and other written materials in alternate
formats such as Braille, large print, audio formats, and
digital text
7. Explore use of assistive technology (such as Bookshare or
Kurzweil)
ii. Textbook Modifications
1. Provide alternative books with similar concepts but at an
easier reading level
2. Give page numbers to help the student find answers
iii. Curriculum Accommodations
1. Provide a vocabulary list
2. Substitute alternatives for long writing assignments (clay
models, posters, panoramas, collections, electronic
presentation, or oral presentation)
3. Provide Alternatives to reading aloud in front of the class
4. Provide Alternatives to crossword puzzles or word finds
5. Use both oral and printed directions
6. Highlight key words in directions
7. Give directions in small steps using as few words as
possible
8. Number and sequence steps in a task
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9. Have student repeat directions to check for comprehension
10. Provide visual aids
11. Show a model of the end product
12. Stand near the student when giving directions
13. Allow use of tape recorder or assistive technology device to
record directions
iv. Curriculum Modifications
1. Shorten assignments to focus on mastery of key concepts
2. Shorten spelling tests to focus on mastering the most
functional words
b. Classroom Environment Accommodations
1. Keep work space clear of unrelated materials
2. Keep the classroom quiet during intense learning times
3. Reduce visual distractions in the classroom
4. Provide a computer for written work
5. Seat the student close to the teacher or a positive role
model
6. Use a study carrel
7. Seat the student away from windows, doorways, and
radiators
8. Provide a clear view of the board, teacher, and screen
9. Keep extra classroom materials (pencils, paper) on hand
10. Provide additional personal space between desks
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11. Post a visual schedule on student’s desk
12. Use a pass system for students needing frequent movement
breaks
13. Provide accessible classroom locations and accessible
furniture (such as special desks, tables, chairs)
14. Provide headsets to block noise
15. Provide FM or sound field amplification system for
listening
16. Provide organizers for lockers/desk
c. Time/Transitions Accommodations
1. Alert student several minutes before a transition from one
activity to another
2. Provide additional time to complete a task
3. Allow specified amount of extra time to turn in homework
without penalty
4. Provide assistance when moving between classrooms or
around the building
5. Allow student to leave classroom 2-3 minutes early to
avoid crowded hallways
6. Increase wait time for responses
7. Provide a visual timer
d. Handwriting Accommodations
1. Use worksheets that require minimal writing
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2. Use fill-in questions with space for a brief response rather
than a short essay
3. Provide a ‘designated note taker’ or photocopy of another
student’s or teacher’s notes
a. Do not expect student to arrange with another
student for notes
4. Provide outlines for videos
5. Provide print copy of any assignments or directions written
on the board
6. Provide photocopy materials rather than requiring student
to copy from the board or text book
7. Let the student use a technology to record or dictate
answers
8. Provide access to word processing applications or software,
portable note taker, tablet or similar device
9. Provide adaptive writing tools, pencil grips, slanted surface
10. Allow use of speech-to-text software for long written
assignments
11. Allow student to dictate a writing assignment for a teacher
or teacher’s aide to transcribe
12. Provide partially completed outlines of lectures for students
to fill in the blanks
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13. Explore use of alternate keyboard options and writing
software
e. Grading
i. Accommodations:
1. Use daily or frequent grading and average into a grade for
the quarter
2. Weigh daily work higher than tests for a student who
performs poorly on tests due to the disability
3. Mark the correct answers rather than incorrect ones
ii. Modifications:
1. Provide partial grade based on individual progress or effort
2. Permit a student to rework missed problems for a better
grade
3. Use a pass-fail or an alternate grading system
4. Average grades out when assignments are reworked or
grade on corrected work
f. Tests
i. Accommodations:
1. Go over directions orally
2. Permit extended time to complete tests
3. Allow test to be taken in a room with few distractions
4. Have materials read to the student and allow oral response
(for tests that don’t measure reading or writing)
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5. Divide tests into small sections of similar questions and
problems
6. Allow the student to complete an independent project as an
alternative test
7. Provide study guides and study questions that directly
relate to tests
8. Provide a sample or practice test
ii. Modifications
1. Use recognition tests (true-false, multiple choice, or
matching) instead of essays
2. Grade spelling separately from content
3. Provide the first letter of the missing word
4. Allow take-home or open-book tests
5. Provide a vocabulary list with definitions
6. Provide possible answers for fill-in-the blank sections
g. Behavior
i. Accommodations:
1. Pair student with students modeling good behavior for
classwork, projects, and mentoring
2. Reward positive behaviors
3. Create a “back pocket pass” the student can use to leave the
classroom without asking permission
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4. Use non-verbal cues or code word to communicate
inappropriate behavior
5. Establish plan to manage side effects of medication (such
as water bottle for thirst, extra bathroom breaks)
h. Other accommodations
i. Check progress and provide feedback often in the first few minutes
of each assignment
ii. Introduce an overview of long-term assignments so the student
knows what is expected and when it is due
iii. Provide structured assignment with lists for the student to cross off
when finished
iv. Break long-term assignments into small, sequential steps with
daily monitoring and frequent grading
v. Have the student practice presenting in a small group before
presenting to the class
vi. Give student worksheets one at a time
vii. Sequence work with the easiest parts first
viii. Allow use of sensory tools

But, How Does this Translate to the Music Classroom?
As an educator, the first step to creating an inclusive space for students in the
music classroom is to learn about what your student(s)’ needs are. This can be
accomplished by reading their IEP or 504 plan, talking with their parents, classroom
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teachers, paraprofessionals or teaching assistants, or their related-service providers (i.e.
Speech-Language Pathologists, Physical Therapist, Occupational Therapists, Counselors,
etc.). When considering the student’s need in the classroom, it is important to remember
that while your goal ultimately should always be to get the student to be as independent
as possible in your classroom, it is also important to ensure student success.
When reading IEPs and 504 plans, you should be looking for the statements about
the student’s current level of academia and function, annual educational goals, related
services and supplementary aids being provided, and how student progress is measured,
how goals are documented, and when reports are given to parents (Meehan, 2013).
Additionally, you can ask yourself the following questions: What abilities does this
student already have? What does this student want to learn? What do I want to teach this
student? What accommodations are already in place for this student? (Meehan, 2013).
When communicating with your student and their family, make sure to use
appropriate language when communicating- always acknowledge the student as a student
first and their disability second. For example, student with a disability versus disabled
student. Their disability should never be used to precede who the individual but wording
should focus on the student being an individual first and their disability. Additionally, be
open to suggestions from parents and other teachers on how to best support the student
academically in your classroom. In the next section, we discuss what accommodations
and modifications make look like in the music classroom.
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Accommodations and Modifications in the Music Classroom
Physical and Environmental Accommodations
Lighting
The lighting in your room may need to be adapted depending on a
student’s needs. Many students with visual impairments need to be seated
in a well-lit area, but away from glare.
Visual Environment and Room Decoration
Avoid sensory overload for students by keeping the room organized and
keeping the room free from distractions as much as possible (Sarrazin,
2016). This may include reducing classroom decoration to only posters
and or educational materials relevant to the current topics being taught.
Seating
Providing assigned and consistent seating arrangements can provide the
routine and predictability that many students with disabilities need.
Auditory Environment
For students with hearing loss, seat them away from noisy areas of the
classroom such as windows, doorways, hallways, vents, air conditioners,
or pencil sharpeners. Some students may also rely on assistive technology
such as Personal FM Systems and microphone/speaker set-ups or need to
be seated at the front of the classroom to decrease the absorption of sound
waves into other materials. Some students with hearing impairments may
also need to keep a visual line of sight of the teacher’s face to read lips
during lessons.
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Physical Arrangement of the Classroom
For students with visual impairments, try to keep a consistent set-up of the
classroom each day and if you make changes to the classroom set-up,
inform them of the changes before they enter the room. For students in
wheelchairs or those with physical impairments, make sure the classroom
provides plenty of space for them to move around (Darrow, 2009).
Additionally, consider the Entrance/Exit Plan for your classroom and
make sure there are not objects in the way of the entrances and exits.
General In-Class Accommodations
Curriculum
Lesson Plans and Instruction
Try to keep directions as simple as possible and provide
them in multiple forms- auditory and visual.
Create and Establish a Routine
You can utilize songs to indicate the beginning and end of
class as well as to assist with transition times.(Sarrazin,
2016)
Movement Breaks
For students that have difficulty sitting still or focusing,
providing movement breaks occasionally during long
activities can help to increase attention and focus during
class activities. Movement breaks can include dance
breaks, walking to a water fountain for water, or switching
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between two chairs in the classroom between activities to
satisfy their need to move around,
Use of Homogeneous or Heterogenous Groups for Instruction
Homogeneous groups are used when students of similar
ability levels are grouped together for class work. This
grouping allows for differentiated and targeted instruction
as needed on a scaffolded level- i.e. beginning,
intermediate, and advanced versions of classwork.
Heterogeneous groups are used when struggling students
are grouped with students that are succeeding at the task at
hand to provide a resource and helping hand for struggling
students.
Picture Schedules
Used to provide a visual schedule for a student that may
have difficulty staying focused or transitioning between
tasks by allowing the student to keep track of what they are
currently on and what activities are to come. You can use
Velcro on the back of the images to stick them to the board
or paper so that you can remove the image as the class
finishes an activity as a visual reminder that the class is
ending or time is progressing.
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Sensory Stimuli
Try to prevent overstimulation of students by eliminating
excess noise, movement, or light from your classroom. You
can also learn what textures students are comfortable with
and incorporate those textures in place of textures that may
be problematic for the student during class activities.
Instrument Adaptations
Thumb and Finger Stickers
On woodwind, brass, string instruments and their bows or
recorders, use thumb or finger placement stickers (WagnerYeung, 2018). These stickers create a visual reminder for
students as to where parts of the body need to be placed.
Another adaptation for percussion and string instruments is
to use Velcro and gloves to help hold a mallet or bow
(Wagner-Yeung, 2018). This adaptation can be useful for
students that may have difficulty with the fine motor skills
needed to grasp items or for students with other physical
disabilities.
Instrument Stands and Braces
Utilize instrument stands or braces or other adapted
instruments that have the necessary set-up to allow the
student to play or hold the instrument. Switch-activated
instruments also are an option for individuals with severe
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physical impairments and significantly limited motion. A
great site for purchasing adaptive instruments is Enabling
Devices.
Color-Coding
Another adaptation for mallet instruments and drums is the
use of color-coding. On mallet instruments, use stickers on
different pitches, and then color coordinate them to the
notation in the music. With drums, color-code the mallets
with spots on the drum head to help the student learn to
alternate left and right hands (Wagner-Yeung, 2018).
Vocal Adaptations for Singing:
Changing of Vowels
When singing, adapt pitches and sounds being used. For
example, during warm-up, have students sing O-E-I-A-O
instead of Do-Re-Mi-Fa-So as vowels can be easier for
students to warm-up with, especially for students that have
speech impediments (Wagner-Yeung, 2018).
Use Visuals
One visual option for singing is to use a line to represent
sustaining a note, or arches and arrows to demonstrate
moving up and down between the pitches.
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When learning lyrics for a song, use images to represent the
words in a song to make them easier to remember (WagnerYeung, 2018).

Another visual and kinesthetic model for teaching the
melodic contour of a song is movement models (WagnerYeung, 2018). This can be done by using scarves or
dancing to show the high and low pitches.
Teaching Lyrics
When teaching a new song or lyrics, teach them by
speaking the words in rhythm and then transition into
singing (Wagner-Yeung, 2018). This can help reduce the
amount of information a student is thinking about at one
time and prevent overstimulation. Students can first focus
on learning the words to the song, then focus on putting the
words to rhythm, and finally add the notes to the song.
Teach by Rote
Modeling or teaching by rote is a teaching strategy that
removes the need to read and understand musical notation
or hold music. This can be a good option for students with
cognitive impairments, learning disabilities, multiple
disabilities, visual impairments, and physical impairments.
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Teaching Musical Notation
When teaching musical notation, you can utilize images and
visual/written notation. In the classroom, this may look like putting
the notation up on the board for students to see when teaching new
rhythms and notations. Another visual cue to help students with
notation is to use colors to help students distinguish between when
beats are said and when beats are silent. For example, you can notate
quarter notes in green for “Green means Go” and make rests red for
“Red means Stop” (Wagner-Yeung, 2018). Additionally, you can use
icon images for clapping, stomping, hitting a drum, playing a note,
etc. to demonstrate how the sound is being made (Wagner-Yeung,
2018).
Music
Offer simplified parts for students based on ability. Simplified
parts can provide scaffolded education opportunities for students.
When using modified parts, it is recommended that you group the
instrument section into two groups: 1) those that are going to play
the original, and 2) those that are going to play modified. Using
two groups and having other students on the modified part prevents
singling out of students and provides positive models to listen to.
Educators can rotate these groups throughout the school year so
that it’s not always the same classmates that are playing the
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modified parts. For additional information on modified parts see
page 47.

Another accommodation is to enlarge music to make it easier to
read for students with visual difficulties (Lapka, 2011).
Enlargement of copyrighted materials to make educational
materials accessible for students with disabilities is protected under
the Chafee Amendment in Section 121 of the U.S. Copyright Act.
Out of Class Accommodations
Many of the same accommodations for in-class work apply.
Provide both written, visual, and audio instructions if possible. Keep
instructions as simple as possible. Break long assignments into smaller
chunks for the student to do over a longer period of time as this prevents
the student from becoming overwhelmed and builds breaks into
assignment work. You can also simplify assignments as needed to focus
on a few key concepts at a time. For example, for a composition project,
have students write two measures of a melody and two measures of a bass
line separately instead of writing two measures that have a melody and
bass line that have to function together.
For playing tests, you can provide a recording device and allow the
student to go record their playing test instead of playing in front of the
class or have them play smaller excerpts from the song or music (Lapka,
2011).

40

For assignments, tests, and homework, provide multiple-choice
answers instead of written responses for students with learning disabilities
or reading difficulty. The use of multiple-choice answers allows you to
still evaluate whether or not students have understood the reading, but
reduces the cognitive stress on the student. Alternatively, provide
shortened reading assignments or summaries of reading or on written
assignments, have students only answer questions about key information
and concepts. These accommodations help students to distinguish what
information is important and allows them to focus on learning the key
concepts.
Modifications Based on Disability Category
Learning Impairments
1. Simplify motor tasks (McDowell, 2010)
I.

Break down dance steps, body percussion, or instrument playing
into small steps

2. Slow down the teaching process for new or difficult activities or concepts
(McDowell, 2010)
I.

Teach the rhythm first and then teach the melody

Reading Difficulty
1. Utilize color to highlight musical concepts (Sarrazin, 2016)
I.
II.

You can assign a color to each solfege syllable or to each pitch
Use color changes to show phrase changes

2. Isolate and work on small sections at a time

41

III.

Isolate rhythmic patterns into small sections and work through
them rather than a whole page of rhythm patterns

IV.

Introduce a new song on recorder measure by measure or phrase
by phrase

Visual Impairment
1. Utilize the rote method to teach new songs
I.

Eliminates the need for students to be able to read off of music or
lyric sheets

2. Have students echo patterns to learn new melodies or rhythms instead of
trying to read off a page
3. When doing movement activities, assign them a movement partner
(Sarrazin, 2016)
4. “Read aloud any information you present visually” (Sarrazin, 2016)
5. Provide scores or music in large-print
I.

If you can’t buy music this way, enlarge current sheet music
using a copier or type up lyrics in a larger font on the computer
and print it for students to use

6. Help students become familiar with the layout of your classroom by
giving them a tour
I.

If you ever change the layout of your classroom, inform your
students about the change so they can still find the materials they
need
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7. Use resources such as a Braille printer to translate text and music
(Sarrazin, 2016)
8. Use contrasting colors to make documents and music easier to read
9. Use tactile props during activities
I.

Make sure these props are easy to feel and identify the texture
through the use of just the fingers

10. Provide auditory instructions alongside any written instructions
11. Record parts for home practice
Behavioral Problems
1. Provide a routine or structure in your classroom (Sarrazin, 2016)
I.

For example, begin and end with a familiar song or use the same
song each time to create an association between that song with
the start of an activity or the end of an activity.

2. For students that have trouble focusing:
I.

Create variation in the activity
a. Sing with a different type of voice- i.e. high voice or low
voice
b. Have students use different dynamics each time they sing
something
I.

“We are going to sing our song loud the first time,
and then we are going to sing as soft as we can”

43

II.

Use props
a. Use puppets or stuffed animals to keep students engaged
and provide instructions

III.

Incorporate songs or games that have directions for students that
struggle to follow verbal directions or have issues with authority
(Sarrazin, 2016)

IV.

Seat the student close to the teacher
a. This allows you to silently move towards the student to
address behavior issues or remind them of appropriate
behavior

V.

Seat the student next to model students (Sarrazin, 2016)

Physical Disabilities
1. Utilize adaptive instruments
1. Remove bars from Orff instruments so that the only bars left are
notes that will always be correct (Sarrazin, 2016)
2. Use Velcro straps or Velcro and gloves to help students hold
instruments or mallets
3. If a student requires it, provide a one-handed recorder so they
can participate in the recorder unit
4. If students cannot move or play an instrument, create activities
that allow them to listen and respond to recorded music
(Sarrazin, 2016)
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a. There is some assistive technology available that can be
used to translate body movement into sound such as the
program SoundBeam
2. Classroom Set-up
I.
II.

Make sure your classroom is wheelchair or handicap accessible
Have a buddy for the student if there is not a teacher aide to
assist the student

Autism Spectrum Disorder
1. Prepare students for transitions
I. Week by week
a. “This is our last week of working with xylophones”
b.“Next week we begin playing recorders”
II. Activity by activity
a. Give warnings before activities are over
i.

3 more minutes before we transition to our circle
spots

ii.

3 more people are going to be selected by “insert
puppet name here” and then we have to move on to
our next lesson

III. Provide a picture schedule at the beginning of class so that students
can follow along with the class schedule
a. Use Velcro to stick each picture on the schedule and then as
the class completes activities throughout the lesson, the
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picture for that activity can be removed to show that the class
is done with that activity for the day.
2. Visual aids
I. Use visual aids to show the correct behavior and give directions
(Sarrazin, 2016)
a. Student sitting in a chair when they are supposed to be sitting
b.Student playing the recorder during recorder activities
II. Use visual aids for rhythm activities
a. Have visuals on the board for quarter notes, quarter rests, etc.
for students to follow along while saying rhythm patterns
III. Use pictures to help students learn lyrics
3. Create predictability
I. Create a seating arrangement
II. Provide a specific seat for the student to use every week when they
come to class
III. If a student has a hard time staying still, provide them with two
seats in the classroom but across the classroom from each other,
then you can have the student switch chairs from activity to
activity or as needed to provide the student with the movement
they need (Sarrazin, 2016)
IV. Create a routine that your class consistently follows
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Hearing Loss
1. Face the student so they can watch lip-movement and read lips as needed
(Sarrazin, 2016)
2. Position student away from appliances or sources of excess sound- i.e.
radiators, windows, etc.
3. Provide written instructions to accompany verbal instructions
4. Use amplification systems if available
5. Use visual aids
6. Learn basic sign language to be able to sign with your student
7. Utilize movement to demonstrate musical elements such as swaying to the
beat or using arm motions to show the melodic contour
8. Windows Media Player can be used to show artistic rhythm and design for
recorded music (Sarrazin, 2016).
9. Have the student play instruments that are played close to the body that
allow them to feel the instruments’ resonance and sound vibrations on
guitar, violin, viola, cello, and bass.
10. Have students touch instruments to feel the vibrations.
Emotional Impairments
1. “Use colored tags, shapes, and numbering off to select partners”
(McDowell, 2010).
2. Remove instrument or other classroom props or tools from students that
are not respecting it or are not listening to corrections.
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Modified Parts
For some students, it may be beneficial or necessary to provide modified parts in
order to meet student ability needs or IEP and 504 plan requirements. Included in the
following pages is an original composition entitled Ringing Bells. This composition has
been created in two formats: 1) Original Written Parts and 2) Modified Instrumental
parts. The modified instrumental parts were created from the original written parts, but
designed for students with disabilities in the classroom. The modified parts keep the same
character and chordal progression of the original piece while making the individual parts
more simplified than those featured in the original version of Ringing Bells. There are
many ways to accommodate students with disabilities in the band/orchestra classroom
including instrument modifications for students with physical disabilities to part
simplification and modification. The modified parts provided in this document could be
utilized in conjunction with the original parts in a combined ensemble or the two pieces
could be utilized separately to address different ensembles’ needs.
That being said, one of the major modifications made to the piece on every
instrument was decreasing the range of notes covered. For example, on flute and piccolo,
the modified part is written below a G5. This keeps the part within a relatively
comfortable octave for students that don’t have the capability to play the upper register
either due to air flow control or deficits in fine motor control. Additionally, advanced
techniques such as trills have been removed in the modified part because these techniques
often require a higher level of motor control than what many students with physical or
cognitive disabilities have.
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On the clarinet part, there are only 4 notes that are above the ‘break’ in clarinet
fingerings and there is no point in the piece where the instrumentalist has to quickly go
across the break. This was done to help make the fingerings in a more localized area and
make it easier for students that struggle with the dexterity needed to play clarinet to play
the piece.
On alto saxophone, the piece is written to stay between a written E4 and a written
G5 with the exception of two notes. On baritone saxophone, the piece is written to stay
between C4 and E5. On both saxophones, this smaller range requires the basic
embouchure structure and doesn’t require too many adjustments to play the notes.
In the trumpet parts, it can be noticed that the trumpet one part tends to stay in the
higher end of the middle trumpet register while the second trumpet part stays on the
lower end. This provides options for students. If a student has a very high, tight buzz they
will likely have an easier time playing the trumpet one part that is written higher, whereas
if the student has a very loose buzz, they will likely have an easier time playing the
trumpet two part.
On the cello and double bass, the technique of pizzicato was removed, instead
asking for students to simply play that section with their bow, but staccato, this is due to
the fact that the action of quickly setting down and picking back up a bow while also
maintaining their fingerings on the instrument can be difficult due to a lack of gross
motor skills or difficulty managing multiple tasks at one time.
The other major change that was made across the board was rhythm changes
made in the supporting instruments. In measures 5 through 11 in the double bass part, the
walking bass line has been removed to provide the students with a longer note value on
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each note they play and provide them with a chance to look ahead at the music that is
coming. In measures 5-9 and measures 18-20 of the Horn in F and Trumpet 2 part and
measures 9-12 of the tuba part, the original ostinato bass part has been changed to a series
of repeated quarter notes. The quarter notes keep the same articulation markings as the
written part, but are a simpler rhythm for students to play. The other rhythmic change that
was made was in the Flute, Piccolo, Clarinet, and Alto Saxophone in measures 20
through 22. Originally featured here was a cascading set of sixteenth notes to provide a
transition to the final bell tolls. Instead, the sixteenth notes have been removed and
replaced instead with the respective descending notes of the scale in quarter notes which
are easier because they 1) require less fine motor skills, 2) move at a slower tempo, and
3) follow a scale pattern that can be worked into the students’ muscle memories.
Additionally, it can be seen that virtually no changes have been made to the
percussion parts. For chimes, there are changes that can be made to the instrument to
make it easier for students to play including marking each note with a different color and
putting that same color sticker on the corresponding chime to create a visual association
between the music and the instrument, or any pipes that are not played can be removed to
decrease the likelihood that the student would miss the given note.

50

51

52

53

54

55

56

57

58

Music Learning Theory and How it Can Guide Differentiated Instruction and Special
Needs
Developed by Edwin E. Gordon and based on extensive research and field testing,
Music Learning Theory is an explanation of the learning process when learning music.
Music Learning Theory also provides a comprehensive method for teaching and
developing tonal and rhythm audiation (Gordon Institute for Music Learning, 2021).
Music Learning Theory is based on Sequential Learning and utilizes Learning Sequence
Activities that can be used for differentiated instruction based on students’ current ability
levels.
Music Learning Theory’s Sequential Learning design is based off the same
Sequential Learning that is used to model how children learn language. In these
paralleled sequences, children move through the following learning stages:
1. Listening
During the listening stage of language development, children listen to the
speech and language occurring in their natural environments.
2. Speaking
During the speaking stage of language development, children begin to imitate
the sounds and vocal productions they have been exposed to in their natural
environments and are encouraged to do so by their parents or families.
Typically, these vocal productions occur in the form of babbling in response
to other people. During the early phase of speaking, they start to learn the
informal social rules of conversations through babbling back and forth with
parents. They may even start to repeat words or use words in the midst of their
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babbling; however, they do not necessarily understand what those words
mean.
3. Thinking/Conversing
During the thinking/conversing stage, we start to see children putting words
and phrases together to make complete thoughts and have conversations.
4. Reading/Writing
After learning to think and speak, children are then taught how to read and
write or how to use symbolic notation for speech and language.
Music Learning Theory is modeled off this same Sequential Learning Design.
During the listening stage of music learning, children should be exposed to a variety of
modalities, rhythms, and tonalities to expand their musical vocabulary. Music teachers
should model and demonstrate the music concepts. During the speaking phrase, teachers
should begin to have children imitate their sounds in short rhythm or tonal phrases. The
use of rhythm and tonal phrases is similar to developing word vocabulary during
language development. During the thinking/conversing stage of music learning, children
should be asked to create their own rhythmic and tonal responses to phrases and patterns
produced by the teacher. Once students have shown readiness throughout these stages, we
can then begin to move towards the introduction of music notation as is done in the
reading/writing stage of language development.
The similarity in development stages between language and music learning allows
the use of paralleled accommodations and modifications.
1. Listening
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Similar to the general education classroom, possible accommodations for the
listening stage of music development includes seating students away from
distractions or utilizing amplification systems. Teachers can also face students
with hearing impairments so students can read their lips. Alternatively,
teachers can also provide visual or written instructions for class activities.
2. Speaking
Similar to the general education classroom, possible accommodations for the
speaking stage of music development includes giving students additional time
for verbal responses, modifying grading based on impairment, or modeling
and encouraging appropriate use of voice or dictation.
3. Thinking/Conversing
During the thinking/conversing stage of music development, offering
additional time for verbal responses, working with the student to create cues
the student can use to indicate they are ready to respond for those with
processing disorders.
4. Reading/Writing
Allow students to utilize computer programs instead of handwriting notation,
offering enlarged notation for reading or writing, offering extended times on
assignments, or allowing verbal response instead of written response.
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Modified Lesson Plan Examples
Lesson Preparation
A. Learner Goals and Expectations
a. Students are able to play dotted rhythms on recorder in time
b. Students are able to improvise their own rhythm patterns
c. Students are able to independently sing the resting tone of a song
B. Learner Core Concepts
a. National Standards of Music- Content Standards
b. Content Standard 1: Singing, alone and with others, a varied repertoire of
music
i. Achievement Standard: Sing independently, on pitch and in
rhythm, with appropriate timbre, diction, and posture, and
maintain a steady tempo
c. Content Standard 2: Performing on instruments, alone and with others, a
varied repertoire of music
i. Achievement Standard: Perform easy rhythmic, melodic, and
chordal patterns accurately and independently on rhythmic,
melodic, and harmonic classroom instruments
ii. Achievement Standard: Echo short rhythms and melodic patterns
d. Content Standard 3: Improvising melodies, variations, and
accompaniments
i. Achievement Standard: Improvise “answers” in the same style to
given rhythmic and melodic phrases
C. Subject: General Music
Topic: Introduction of Dotted Rhythms on Recorder
Grade: Third
D. Instructional Objective:
Students are able to echo short melodic patterns back on recorder and are
able to improvise their own rhythm pattern in response to a given rhythm
pattern
E. Materials Needed:
Fish Stuffed Animal
Recorders
Angry Cookie Book
F. Cited References and Resources:
National Standards for Music Education
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Lesson Outline (based on 30-minute class period)
1. Welcome Everyone Song (5 minutes)
a. Welcome everyone
Mu-sic Class Has Begun
Singing, Saying, Dancing, Playing
Gather round let’s have some fun
Welcome everyone, Welcome Everyone
b. Use for all grade levels as they enter the music classroom
c. With older students, begin to add some two-beat body percussion
i. Sing it a few times and allow students to choose the body
percussion
2. Angry Cookie- Dotted Rhythms for Beginning Recorder (lesson idea credited to
Heather Webber from DOSA Chapter Share Day) (10 minutes)
a. Use with book Angry Cookie by Laura Dockril, illustrated by Maria
Karipidou
b. Review recorder fingerings for B-A-G
c. Utilize the book during class over the time period of a couple weeks
i. First time with this activity, have students focus on listening and
becoming familiar with the tune/lyrics and the recorder responses
ii. Second time on this activity, have students begin joining you in
singing as they become comfortable
iii. Third time doing this activity, introduce the notation for the dotted
rhythms alongside the music

63

3. Engine, Engine (5 minutes)
a. Macrobeat and Microbeat exploration
i. Divide class into two trains- one train is the macrobeat and one
train is the microbeat
ii. Have students walk to either the macrobeat or the microbeat and
sway side to side
b. Utilize as an incentive to have a quick and quiet transition from Angry
Cookie

4. Charlie the Fish (10 minutes)
a. Rhythm pattern echo and response and improv (5 minutes)
i. When initially introduced Charlie the Fish is used to have students
repeat rhythm patterns back to teacher so that their rhythmic
readiness can be assessed
ii. After a week or two, once Charlie the Fish has become a
comfortable activity, have the student improvise their own rhythm
pattern in response to the one they receive from ‘Charlie the Fish’
b. Move into tonal pattern activities with the song “Biddy, Biddy”
i. Utilize Charlie the Fish and when Charlie swims to stay in front a
student they get to sing our resting tone!

64

5. Goodbye Song
a. Variation on the song Goodnight, Ladies, used to get students to line up at
the end of Charlie the Fish and to transition out of the classroom back to
their regular class

Accommodations and Modification Options for this Lesson Plan Grouped by Activity
1. Welcome song
a. Make sure your classroom is accessible for students with any physical
disabilities
b. Introduce this song as early in the students’ education as possible and
create a routine of singing it every time classes enter the music classroom
for music class
c. Provide student with a visual or picture schedule to help them stay on
track during class
d. Allow student to choose body percussion to go along with the song that
they can do
2. Angry Cookie
a. Have student wear sound reducing ear plugs if sound is overstimulating to
them
b. If needed, look into possible adaptations of the recorder for students with
disabilities
c. Let student choose to sit either on the floor or in a seat during this activity
i. For students that have difficulty following directions, it can work
better to give them two options to choose from- that way you still
maintain control of the situation
3. Engine, Engine
a. Let students that cannot participate physically in this activity play the
drum to the beat
i. Can let them set the tempo
ii. May have to use an adaptive instrument
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b. Have students that have hearing impairments be the line leader so they can
feel everyone else swaying to the beat behind them
c. For students that are visually impaired, pair them with other students that
can help keep them participating physically in this activity, that is ideal,
however, you can always have the student play drum to the beat
4. Charlie the Fish
a. Use frequent repetition to help students become comfortable with the
chant
b. Break the chant down into smaller phrases and teach the chant phrase by
phrase if students cannot easily learn the chant by just hearing it several
times
5. Goodbye Song
a. This is a great way to help students with transitionary issues be prepared
to transition from music class back to their general education classroom
b. Incorporate this song as part of the typical music class routine to help
create a predictable schedule for students
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Lesson Preparation
A. Target Age Level Middle School Band
B. Learner Goals and Expectations
a. Students are able to utilize critical listening and aural skills to describe and
identify differences and changes in music.
b. Students are able to sightread melodies and rhythms.
c. Students develop awareness of the background of a composition.
d. Students can create connections between musical concepts and nonmusical sources.
C. Learner Core Concepts
a. National Standards of Music:
i. Content Standard 2: Performing on instruments, alone and with
others, a varied repertoire of music
1. Achievement Standard: Perform on at least one instrument
accurately and independently, alone and in small and large
ensembles, with good posture, good playing position, and
good breath, bow, or stick control
2. Achievement Standard: Perform music representing diverse
genres and cultures, with expression appropriate for the
work being performed
ii. Content Standard 5: Reading and notating music
1. Achievement Standard: Read at sight simple melodies in
both the treble and bass clefs
2. Achievement Standard: Read whole, half, quarter, eighth,
sixteenth, and dotted notes and rests in 2/4, 3/4, 4/4, 6/8,
3/8, and alla breve meter signatures
3. Achievement Standard: Sightread, accurately and
expressively, music with a level of difficulty of 2, on a scale
of 1 to 6
4. Achievement Standard: Use standard notation symbols for
pitch, rhythm, dynamics, tempo, articulation, and
expression
iii. Content Standard 6: Listening to, analyzing and describing music
1. Achievement Standard: Describe specific music events in a
given aural example, using appropriate terminology
2. Achievement Standard: Demonstrate knowledge of the
basic principles of meter, rhythm, tonality, intervals,
chords, and harmonic progressions in their analyses of
music
iv. Content Standard 7: Evaluating music and music performances
1. Achievement Standard: Develop criteria for evaluating the
quality and effectiveness of music performances and
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compositions and apply the criteria in their personal
listening and performing
v. Content Standard 8: Understanding relationships between music,
the other arts, and disciplines outside the arts
1. Achievement Standard: Describe ways in which the
principles and subject matter of other disciplines taught in
the school are interrelated with those of music
D. Subject: Intermediate Band
Topic: Introduction of New Music- Northern Lights by Larry Neeck
Grade: Seventh
E. Instructional Objective:
Provide background information and instructional information about new
piece being introduced
F. Materials Needed:
Instrument
Paper and Pencil
G. Cited References and Resources:
National Standards for Music Education

Lesson Outline (based on 50 minute period class)
1. Introduction of New Music: Northern Lights by Larry Neeck (20 minutes)
a. Listen and compare two performances of the piece
i. Comparison of two recordings to encourage students to evaluate
differences in musical interpretations and performance
1. Recording 1: https://www.jwpepper.com/NorthernLights/2438711.item#/
2. Recording 2:
https://www.youtube.com/watch?v=AMyBmGFkS90
ii. Utilize a follow along worksheet (see example worksheet at the
end of this page)
1. Will be handed out as front page for homework packet
2. Replay Recording 1 while they fill out the last question
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2. Historical and Background Information Reading and Videos (10 minutes)
a. Instructional video about Northern Lights
i. Video Links:
1. https://www.youtube.com/watch?v=nHn5OO1t1yc
2. https://www.youtube.com/watch?v=eJV_wlCm6ms
3. https://www.youtube.com/watch?v=Vdb9IndsSXk
a. Brief Time Lapse of Northern Lights in Alaska
b. Show part of video to provide a visual image for
students as they prepare to sightread the piece
b. Homework: Provide reading and information about Larry Neeck and
informational follow-up about Northern Lights
i. Due one week from the day the assignment is passed out.
ii. Provide Reading packet with comprehension questions
iii. Brief melodic notation of their own musical line that students
would utilize to create a sound image of Northern Lights
1. After assignments have been reviewed and graded, some
student examples will be utilized in class to demonstrate
how musical interpretation can differ from student to
student
3. Warm-up and Playing Test Assignment Review (10 minutes)
a. Tuning Note
b. Chorale
c. Playing Test Assignment Review
i. Bb Major Scale and Arpeggio
4. Sightread new music Northern Lights (10 minutes)
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New Song!: Northern Lights by Larry Neeck
Part I: Critical Listening Analysis
1. Two recordings of Northern Lights by Larry Neeck will be played.
2. Listen carefully to each recording and answer the questions below.
Recording Number 1
1. What word would you use to describe the opening statement of music?
2. Listen Carefully: Does the opening melody line come back later in the song?
3. What meter do you think this piece is in?
4. What instruments do you hear? Are there any sections isolated in this piece?
5. Describe what changes you hear throughout the song.
6. Describe the style of this piece of music.
Recording Number 2
7. Compare the tempo of this to the first recording. Describe any differences you
hear.
8. Listen carefully: Are there any issues with the intonation of this ensemble?
9. Look at your answer for Question 3- do you still agree with that meter? If yes,
explain how you decided the piece was in that meter. If no, what meter do you
think the piece is in, and why?
10. What is one change that you would like to make to this performance?
Using the space below, describe or draw what you imagine when listening to this piece
of music.
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Part II: Composer Information:
Please read the following information about composer Larry Neeck and answer the
questions that follow.

Larry Neeck is an internationally recognized composer, with more than onehundred fifty works for concert band, jazz ensemble, and orchestra published by
C.L. Barnhouse Company and Arco String Publications. He is frequently
commissioned to write for schools, bands, and festivals, and often works as a
guest conductor and clinician. His CDs, “Swing Machine,” recorded by the Studio
A Big Band, and “Midnight Escape,” recorded by the Washington Winds are
available from Walking Frog Records. His music has been heard on PBS
television, and he has received numerous ASCAP awards for his compositions.
In addition to his work as a composer, Mr. Neeck had a successful career as a
middle school band director, retiring after thirty-two years from the Webster (NY)
Central School District. He directed concert bands, jazz ensembles, taught wind
and percussion classes, and co-founded the Willink Middle School Student/Parent
Band, now in its twenty-fifth season. He is currently the conductor of the
Eastman-Rochester New Horizons Band. The years he spent as a school band
director have informed his composing style, resulting in works that engage
students and audiences alike.
Mr. Neeck holds a B.A. in Music from the University of Pittsburgh, and an M.M.
in Music Education from the Eastman School of Music. He is a member of the
American Society of Composers, Authors, and Publishers (ASCAP), National
Association for Music Education (NAfME), New York State School Music
Association (NYSSMA), and the New York State Band Directors Association
(NYSBDA).
Biographical Information Source:
Neeck, Larry. Bio. 2020. Website. 15 April 2020.
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Please answer the following questions in complete sentences:
1. How many works has Larry Neeck written as a composer?

2. What are the two songs that are available on CD that are written by Larry Neeck?

3. Where has Larry Neeck’s music been heard?

4. From what school district did Larry Neeck retire?

5. What ensemble is Larry Neeck the current conductor of?

6. Why do you think Larry Neeck’s time as a school band director influenced his
compositions?

7. Name one of the two schools where Larry Neeck studied music.

8. Name two organizations that Larry Neeck is an active member of.
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Part III: What are the Northern Lights?
Instructions: Read the attached article about “What are the Northern Lights” and
answer the following questions in complete sentences.

1. What is another name for the Northern Lights?

2. What does the article describe the Northern Lights as?

3. What causes the Northern Lights?

4. What is the best time of the year to see the Northern Lights?

5. What are the origins of the term aurora borealis?

6. Describe one folktale about the Northern Lights. State where the folktale
originates from and tell the story.

7. What are the most common colors of the Northern Lights?

8. Name two other planets that have been discovered to have auroras.
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What are the northern lights?

You’ve probably heard about the northern lights. You may have even been
lucky enough to see them. But you probably don’t know what causes them.
The northern lights — also called aurora borealis (say "ah-ROAR-ah boreee-AH-lis") — are coloured lights that appear in the northern sky. Kind of
like nature's fireworks.

So…what causes them?

Photo credit: Trodel via Visual hunt / CC BY

The northern lights are caused by electrons being blown out by the solar
wind. Sounds technical, right? Think of it this way: it's like the sun burping
out these really small particles (the electrons) into the air. These tiny
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electrons mix with gases in the Earth’s atmosphere, which makes them
glow.

When can I see them?

Photo credit: musubk via Visual Hunt / CC BY-NC-SA

The best time to see the northern lights is when the skies are clearest.
Winter and spring — or between December and April — are the best times
to see them. You’ll have to stay up late, though. You can see the lights best
between 10 p.m. and 2 a.m. (way past your bedtime!). And you should
dress warm — the best place to see the northern lights in Canada is way up
north in the Yukon Territories, so you're going to get chilly!

Aurora borealis or northern lights?

The auroral borealis in Estonia. (Wikimedia/Kristian Pikner/CC BY-SA 4.0)
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They're both right! The name "aurora borealis" comes from the French
astronomer and scientist Pierre Gassendi. He called it aurora for the
Roman goddess of the dawn, and boreas, which is the Greek word for the
north wind.

Northern lights mythology

A painting by Peter Nicolai Arbo of a Valkyrie — a female Viking warrior,
1869, National Gallery of Norway. (Wikimedia/public domain)
There are many different folktales about the northern lights. The Vikings
believed that the lights were the reflection of the shields and armour of the
female warriors — also known as the Valkyrie — who were immortal, or
that it was the Bifröst Bridge that led those who fell in battle to their final
resting place in Valhalla.
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Photo by Joey Gannon licensed CC BY-SA 2.0

It would have been rare to see the northern lights in China, but early
Chinese legends about the northern lights have to do with dragons! The
lights were believed to be a celestial battle between good and evil dragons
who breathed fire across the sky.

Photo by bm.iphone licensed CC BY 2.0

There are many Indigenous legends about the northern lights all across
North America. Some spoke of them as torches of giants in the sky or the
souls of animals they hunted like deer, whales or salmon. Other legends
spoke of the lights as a powerful spirit who assisted shamans; a torch-lit
path to help souls along their journey; or the light from the fire built by the
creator.
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Photo by Mark Dumont licensed CC BY-NC 2.0

In Finland, where the northern lights are very bright, their myth involves a
sly little arctic fox. It ran so quickly across the snow that its tail made
sparks fly into the night sky, creating the northern lights. Which makes
sense, since the Finnish word for northern lights is revontulet — which
literally means "fox fire"!

Did you know?

You can see the northern lights from space. (Photo via Visual Hunt)



The northern lights appear 200 to 300 kilometers above the earth
and are bright enough to be seen from space.
The most common colours of the northern lights are green, pink,
purple, red, yellow and blue.
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You can also see southern lights — or aurora australis (say "ahROAR-ah os-traw-lis") — if you’re close to the southern pole.
Earth isn't the only planet to have auroras — scientists have found
them on Neptune, Jupiter, Saturn and Uranus.
No two northern lights will ever look the same — you will always
see different patterns and colours in the lights.
The northern lights don't just produce beautiful colours, they also
make sounds like claps, crackles and static. But these are hard to
hear with all the other noise around us.

Article Citation:
CBC Kids. What are the northern lights? 2020. Canada Media Fund. Website. 15 April
2020. <https://www.cbc.ca/kidscbc2/the-feed/what-are-the-northern-lights>.
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Utilize the staff paper below to notate a melody that you would use to represent the
Northern Lights. Your melody must be at minimum 16 beats long. Don’t forget to notate
your key signature, time signature, clef, and accidentals!
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Middle School Lesson Plan Accommodations and Modifications:
1. Introduction of New Music
a. Prepare students for the introduction and transition to learning new music
by telling them about it the class period or week before
b. For students with hearing impairments, a modification may need to be
made to the Critical Listening Assignment
i. Instead of comparing the two recordings, give the student a copy of
the score or part of the score and have them simply make a list of
musical styles, concepts, or information they see
2. Historical and Background Information
a. Use captions when playing the videos and provide a transcript to the
student as needed
b. For students with visual impairments, it may be beneficial to provide
images of what is being audibly discussed in the video
3. Warm-up and Playing Test Assignment Review
a. At the beginning of the year, make any modifications or simplifications to
parts as needed to put the chorale within an achievable expectation for the
student
4. Sightread
a. Notice any spots where the student seems to be getting lost or struggling
with the music
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i. Take note of these spots and look into them later to see if the music
can be simplified any to help the student or if the student may need
one-on-one work
5. Homework Assignment
a. On an as needed basis, and in compliance with any accommodations or
modifications listed in the student’s IEP, shorten the reading assignment
and the reading comprehension response questions
i. If you want the student to complete the same reading as everyone
else, provide multiple choice questions instead of short answer
response questions
ii. Record a reading of the article and biographical information for the
student to listen to and answer questions about if reading is an area
of difficulty
iii. Shorten the melodic composition assignment down if 16 beats is
not within achievable means
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Lesson Preparation (ideally in early November)
A. Learner Goals and Expectations
a. Students are able to sightread new music.
b. Students are able to understand the functionality of different
accompaniment styles for harmonies.
c. Students are able to utilize melodic notation and functional harmony to
create a brief composition.
B. Learner Core Concepts
a. National Standards of Music- Content Standard 2: Performing on
instruments, alone and with others, a varied repertoire of music
i. Achievement Standard: perform an appropriate part in an
ensemble, demonstrating well-developed ensemble skills
ii. Achievement Standard: Perform in small ensembles with one
student on a part
b. Content Standard 4: Composing and arranging music within specified
guidelines
i. Achievement Standard: compose music in several distinct styles,
demonstrating creativity in using the elements of music for
expressive effect
ii. Achievement Standard: Arrange pieces for voices or instruments
other than those for which the pieces were written in ways that
preserve or enhance the expressive effect of the music
iii. Achievement Standard: Compose and arrange music for voices
and various acoustic and electronic instruments, demonstrating
knowledge of the ranges and traditional usages of the sound
sources
c. Content Standard 5: Reading and notating music
i. Achievement Standard: Sightread, accurately and expressively,
music with a level of difficulty of 3, on a scale of 1 to 6
d. Content Standard 9: Understanding music in relation to history and
culture
i. Achievement Standard: Identify and explain the stylistic features of
a given musical work that serve to define its aesthetic tradition and
its historical or cultural context
C. Subject: High School Band
Topic: Introduction of New Music and Composition Project
Grade: 9-12
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D. Instructional Objective:
Development and application of musical notation and concepts to
compose a brief composition
E. Materials Needed:
Instrument
Paper and Pencil
F. Cited References and Resources:
National Standards for Music Education

Lesson Outline
1. Warm-up (10 minutes)
a. Chorale
b. Tune
c. Playing Test Review- Minor Scale and Arpeggio
2. Introduction and Sightreading of New Music for Winter Concert (15 minutes)
a. Ringing Bells arr. Rebecca Sims
i. A preliminary copy of this music is attached at the end of this
lesson plan, while it would need to have additional parts written for
a full ensemble setting, this is just the original version of the piece
that can be expanded upon
b. Sleigh Ride by Leroy Anderson
c. Assign parts, distribute music, sightread pieces
3. Introduction of New Musical Concept: Types of Accompaniment Styles (10
minutes)
a. Alberti Bass
b. Arpeggiated Bass
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c. Waltz Bass
d. Ostinato
e. Walking Bass
4. Introduction of Final Project (15 minutes)
Winter Composition Project
Due Date: December 13, 2023
Assignment Guidelines
1. Write a composition with a minimum of 16 bars and 4 phrases inspired by a
winter tune. Some example tunes are Frosty the Snowman, Do You Want to Build
a Snowman, Winter Wonderland, Jingle Bells, Let it Snow, Deck the Halls, and
Jingle Bell Rock. Your song choice can be a piece that is native from your culture
or religious preference, however, this is not a requirement, and it simply must be a
winter tune.
2. The piece must contain at least two different parts, but can be written for any
combination of band instruments.
3. When writing your piece, one part should not strictly play the melody while the
other plays the bass line. Each instrument part has to play melody and
accompaniment for at least one phrase of your composition.
4. At least one of the following accompaniment styles must be utilized in your piece:
Alberti Bass, Arpeggiated Bass, Waltz Bass, Ostinato, or Walking Bass.
5. Your project must be notated utilizing standard notation so that it can be recreated
during in-class performances.
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6. During the finals period on December 15, 2023, you will have the opportunity to
have your composition performed live in class by your peers. While you are not
required to have your composition played in class, you should be prepared to
briefly describe your composition including: instrumentation, accompaniment
style choice, winter tune inspiration, and any additional information you would
like to share.
Some tips and tricks:
- Remember to indicate time signature, key signature, clef, and accidentals.
- When writing your different instrument parts, remember the difference between
instruments that play in concert pitch versus instruments that are transposed.
- If you would like Ms. Sims to review and provide feedback on your composition, the
last day to turn in the assignment to receive feedback is December 5, 2023.
- Each instrument part should be notated on its own staff. Do not have more than one
part to a staff.
- Find free staff paper to use for writing your ensembles at:
https://people.virginia.edu/~pdr4h/musicpaper/
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Accommodations and Modifications
1. Warm-up
a. Utilize adapted or modified instruments as needed in the classroom
b. Create a routine by always using the same chorale as a warm-up
c. Display a schedule or agenda for the class period on the Whiteboard, Dry
Erase board, or on a PowerPoint so that students can follow along with the
class activities and progress
i. Use an individualized picture schedule as needed for students that
need that structure
2. Introduction and Sightreading of Music for Winter Concert
a. Utilize simplified or modified parts
i. Example can be seen in Ringing Bells attached at the end of this
lesson plan
ii. Rewrite any sections of music that have difficult technical
requirements or that the student would not be able to play
b. Utilize adapted or modified instruments as needed in the classroom
3. Introduction of Musical Concepts
a. Provide visual examples as much as possible
b. Provide follow-along notes to help students record the important
information and key concepts
c. Record the lecture and provide this recording to students to refer to as
needed later

87

d. Provide a written explanation of the musical concepts for students that
need visuals or have hearing impairments
4. Introduction of Final Project
a. Provide a verbal review of the instructions during class
b. Make a recording of you reading the instructions
c. Adjust assignment instructions as needed
i. Write at least 8 bars and 2 phrases of music
1. Simply shortening the assignment
ii. Create your own melody (instead of composing based off a song)
1. Beneficial for students that struggle aurally as a musician
because it requires less reliance on ear-training
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Racial Injustice Issues in Education
Access to Education
Over sixty years have passed since the Brown versus Board of Education court
case, yet the educational and school systems still remain “largely segregated by race”
(Villavicencio et al., 2020). Building on top of this already significant division, comes the
inequal distribution of funding and wealth with predominantly white schools and school
districts receiving more funding than districts with mostly students of color
(Villavicencio et al., 2020). Historically, students of color are more likely to be living in
poverty than their white counterparts and more likely to attend high-poverty schools
(American Psychological Association, 2017). These high poverty schools tend to have
less-experienced teachers and lower academic achievement and graduation rates.
Additionally, these significant differences in socioeconomic status based on race lead to a
large achievement gap between affluent and impoverished families because children from
homes with adequate resources are able to arrive at school healthy and ready to learn, and
their parents are able to demand affluent programs that have diverse curriculum,
experienced teachers, well-maintained campuses, and small classes among other benefits
(Ravitch, 2014). This often leads to students from affluent families, and concurrently
predominantly white schools, having more opportunities than their less advantaged peers.
You can see the lack of resources reflected in the music classrooms with the
distribution of old, out-of-shape instruments to students because the school or district
can’t afford to purchase new ones. This leads to the question of: how are students
supposed to learn to play an instrument when the instrument itself is barely functioning?
Or schools with less resources are left unable to purchase new music to match new
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curriculum demands and thus students in the music classroom are left with less rigorous
music curriculums.
School Discipline and Referrals
On top of the disparity in access to education, racial injustice issues also persist in
school discipline measures and special education referrals. For example, “minority
children are far more likely than white children to be designated mentally retarded or
emotionally disturbed and therefore in need of special education. Even when
appropriately placed in special education classes, minority children often receive poorer
services than disabled white children” (Frankenberg et al., 2019).
Lack of representation
An additional challenge students of color face is lack of representation in
educational materials as well as their educational needs and experiences. The current
education system’s teachers and administrators are a homogenous group with 83% of
educators being white. Additionally, much of music curriculum is westernized or whitewashed and often fails to present a variety of cultures in positive lights- instead placing
the Caucasian race on a pedestal.
On top of poor representation, music is often times very conservative and
tradition-bound. As a result, music teachers often feel bound to playing the classic pieces
with their ensembles, and rarely adventure into newer pieces. However, students often
find the classic pieces to be unrepresentative of the current state of society and do not feel
the same connection to those pieces as they feel to pieces that are being written about the
time period in which they are living.
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Cultural Considerations in Music Education
Decolonization of the Music Classroom
Much of what is contained in most music curriculums is westernized or whitewashed and don’t match the diversity of our students’ backgrounds and identities. In turn,
decolonization of the music classroom seeks to use culturally responsive teaching
practices to challenge the dominance of westernization, colonialism, and perpetuated
social views in current music curriculums and educational materials.
Throughout history, government and churches have adopted Western music
practices, progressively pushing out the presence of traditional and indigenous music in
newly conquered countries and areas. As a result, Western music has continually been
placed on a pedestal and viewed as superior or better to other forms of music. However,
this tradition cannot continue and decolonization does not seek to replace Western music
with indigenous music. Rather, decolonization focuses on increasing the presence of
indigenous music in the classroom and promoting acceptance of all musical styles.
A second part of decolonization is a consideration of how different cultures and
racial/ethnic groups are presented in the music being performed and taught. Much of the
current music curriculum and songs uses a romanticized profile of world history and
creates a Black identity centered on slavey, colonialism, and servitude (Charles, 2019).
As a result, many American folk tunes tend to perpetuate social views of AfricanAmericans and use racially insensitive language. For example, many songs composed by
Stephen Foster or other minstrel composers used racial slurs, distorted the reality of what
African-Americans were experiencing in slavery, or misrepresented aspects of AfricanAmerican and slave culture in their songs. Some songs by Stephen Foster that feature
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these insensitive language and portrayals of African-Americans include Oh! Susanna,
Camptown Races, Nelly Was a Lady, Old Folks at Home, and My Old Kentucky Home
(Forness, 2016). By continuing the use of these pieces in music education, particularly
without discussion of the controversial language and images described in the pieces,
perpetuates oppressive beliefs and racial stereotypes that can negatively impact students
in our classroom. When choosing music to be used in the music classroom, it is important
that music with text should be chosen on its ability to encourage dialogue among students
rather than its ability to isolate specific groups (Forness, 2016). If one was going to
continue the use of Stephen Foster’s music and other minstrel songs and composers, it
would be necessary to present the historical and social context of the pieces and
encourage dialogue on how the pieces continue to perpetuate oppression for the impacted
groups of people. Additionally, if these pieces of music are going to be taught, then they
need to be balanced with other representations of African-Americans in music history
whether that is through study of African-American spirituals and their own
representations of themselves or through the study of the origins of blues music. One may
also consider whether lyrics can be changed and what impact that may have on the
meaning of the song and the implications of performing it- does it make it performable or
is it simply allowing complacency with the racial implications of the original piece?
(Forness, 2016).
Finally, when it comes to decolonization of the music curriculum, one can also
consider the impact of multiculturalist or culturally responsive educational practices on
the presented educational materials.
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Multiculturalism and Culturally Responsive Teaching
When it comes to multiculturalism and culturally responsive teaching practices in
action, there are many aspects of music and culture that should be considered. First of all,
it is recommended that educators explore the historical and social contexts or
backgrounds of the music they want to use in their classroom. When choosing music to
introduce to students, it is important to consider how it represents different cultures and
the people of those cultures as well as whether a diverse variety of races and ethnicities is
being presented in the curriculum on the broad outlook. Including a variety of cultures
can help to preserve and encourage appreciation of the musical aspects of the culture,
thereby preserving the culture over time.
However, when using music from other cultures, one must understand the music
and its function within the culture and keep it within this cultural context when teaching
it to students. For example, sacred music from some cultures may be something you can
study on the broad spectrum with students by observing videos and recordings, however,
actual performance of the music may be disrespectful and dishonorable to the culture. For
this reason, you may choose to simply study the music and not perform it. On the other
hand, if you are performing music from a different culture, it should be kept in its cultural
context, and aspects of its performance should reflect the way that a person from the
culture would perform it.
Inclusivity of All Races and Ethnicity in Educational Materials
When choosing music to present to your students, utilize a variety of music genres
and styles including a variety of different tonalities, modalities, as well as cultural and
historical backgrounds. Additionally, identifying and learning your students’ musical
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interests can help engage students and help them feel like their voice is being heard in the
music being used in the classroom. You can also encourage student to write and record
the music they practice or that is part of their daily lives. Having students then share this
music with their classmates can provide an opportunity for discussion about the variety of
music present in their community and help students develop an appreciation for music
styles that they may not be familiar with.
Additionally, representing a variety of ethnicity, races, and cultural backgrounds
in your classroom materials can make all students feel included and see that they have a
place in the world of music. This can include the music you choose, the images you
choose to display when learning lyrics or demonstrating movements, or the musicians
and performers you put on display. Making conversations about the cultural or historical
significance of the music you are studying as well as representing a variety of races and
ethnicities in the performers you show to the class demonstrates to students that they are
valid, represented, and belong in the world of music. Additionally, in turn, demonstrating
a variety of backgrounds in the musicians and composers you study can help generate a
more productive and inclusive environment as students learn to realize that all people
belong.
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Guiding Questions
When considering decolonization, culturally responsive teaching, or multiculturalist educational
practices in your classroom, there are three questions you can ask yourself to guide the
construction of your curriculum.
Question 1: What is the aim and purpose of this education? What principles, values, and
interests are being demonstrated?
This question asks you to look in depth at the content you are including in your
curriculum and consider what cultures and groups of people are being
represented and what purpose does each educational material serve in your
educational unit or in achieving content standards.
Question 2: What is the cultural intent/content?
This question asks you to consider who is benefiting from the use of these
educational materials. Whose identities are being affirmed and whose identities
are being oppressed or misconstrued? How can we balance the perspectives
being presented in our materials?
Question 3: What is the curriculum? Are we teaching honestly or through a glorified
lense?
This question asks you to consider the overall outlook of the information being
presented in your curriculum. Are events being construed the way they actually
happen or is one group of people being made out to be the hero and one group
being made the villains? What beliefs and values are embedded in these
perspectives and what beliefs and values are they going to indirectly
perpetuate?
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LGBTQ+ Issues in the Classroom and Music
In school settings, students of the LGBTQ+ (Lesbian, Gay, Bisexual, Trans, and
Queer) community are often still faced with overt and covert harassment, bullying, and
violence from both peers and teachers.

Commented [RS1]:

Relevant Terms
LGBTQ+
The common acronym used to represent the community, the letters stand
for: Lesbian, Gay, Bisexual, Trans, and Queer/Questioning. The first three
terms refer to different sexual orientations and the last two words describe
a gender identity/gender expression.
The ‘+’ part of the acronym expands the community to also include people
that identify as Transsexual, Two-Spirit, Intersex, Asexual, Pansexual,
Agender, Gender Queer, Bigender, Gender Variant, Pangender, and Allies
(KW Counselling, 2021).
Gender Identity
The gender that a person identifies internally with.
Gender Expression
A person’s external appearance of gender traits.
Gender Roles
Societal expectations for the ways people are to act, speak, dress, groom,
etc. based on their assigned sex.
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Transgender
Typically refers to a person that identifies as a different gender than their
biological sex.
Transsexual
“Person’s gender identity is inconsistent or not culturally associated with
the sex they were assigned at birth” (KW Counselling, 2021).

The Power of Words
According to a survey of LGBTQ college students about their middle school and
high school experiences in choral programs, silence on LGBTQ+ issues conveyed to
students that their educator would likely not support them (Palkki & Caldwell, 2018). For
this reason, it is important that educators are vocal about their support of all students and
specifying that their classroom is a safe space for everyone. There are many ways in
which educators can share the power of their words including:
Use of Preferred Names/Pronouns
When students first enter your classroom each year, it is important that
you do not assume what their preferred name and pronouns are. Student
names are heavily linked to their self-esteem and feelings of dignity and
value and using their preferred names shows them that you not only
respect them, but that you also value their presence as they are. There are
different ways you can go about learning students’ preferred names
including:
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1. Correction during first roll call: Call attendance using the schoolprovided rosters having students correct you with preferred
names or nicknames and pronouns as they wish to provide
2. Use of nametags: Students write their preferred names and
pronouns on their nametags that they display in class for the first
several weeks
3. Use of Student Information Sheets: Have students fill out a
student information sheet or answer the questions on a note card
that you will use to compile their information. This sheet may
include additional questions regarding situations in which they
may have differing name and pronoun preferences. An example
Student Information Sheet is provided below.
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Inclusive Rehearsal and Performance Language and Policies
There are many situations during rehearsal that may accidentally leave a
student feeling isolated, unvalued, and rejected. Many of these situations are a
result of the language that we utilize while rehearsing our ensembles.
Heteronormative Language versus the Use of Gender-Neutral Terms
Often times in music and conversations in the music classroom,
heteronormative and cissexist phrases are used. Challenging the use of
these common phrases and utilizing gender-neutral language in its place
can demonstrate awareness and support of your students. The use of
cissexist phrases in gendered choirs is discussed in the next section.
However, considering the use of heteronormative language is
important when discussing the meaning of songs and lyrics with your
students. Many songs focus on the use of love in a heteronormative
language; however, this meaning may not resonate with all of your
students. Thus, when discussing the meaning of the lyrics or music and the
style of expression for performance, refer to love as a broader, genderneutral idea such as a love song for the person you love rather than the
boy/girl you love. Other ideas for gender neutral terms to use in rehearsal
are listed below:
Instead of:

Use:

His or Hers

Theirs

Boys and Girls or Men and Women

Y’all or Folks or Everyone

Lady/Man

Person
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Boys

Tenors and Basses or Bass voices

Girls

Altos and Sopranos or Treble
Voices

Ladies and Gentlemen

Distinguished Guests or Friends

Your Mom and Dad

Grown-ups or Adults at Home or
Guardians

Boy or Girl You Love

Person You Love

Gendered Choir Names and Voice Parts
For many students, their voice part or participation in specific
choirs can link heavily to their identity, self-concept, and self-expression.
For students that are transgender or non-binary, the use of gendered choir
names such as Women’s Choir or Men’s Choir can lead to gender
dysphoria or lack of comfortability in their ensemble. This is due to the
fact that the choir in which their voice part falls- i.e. Tenor and Bass
voices for the typical Men’s Choir or Soprano and Alto voices for the
typical Women’s Choir- may not match their gender identity.
Alternatively, the use of Treble or SSAA Choir and Bass/TTBB
Choir in place of Gendered Choir Names can help with the placement of
these students in the appropriate choir for their voice types without
making them uncomfortable. However, if you choose to use the terms
Women’s Choir and Men’s Choir, you should have an open policy for
your students that are non-binary and transgender and be prepared to
accept individuals with non-traditional voice parts into the choir that fits
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their gender identity- i.e. having tenors or basses that identify as female
being welcome to join the Women’s Choir (Palkki, 2020).
Choreography
Similarly to the gendered choir names, the use and teaching of
choreography for choir performances can also cause isolation of LGBTQ+
students. Traditional choreography tends to divide students up based on
gender which can cause issues for students that are transgender and nonbinary as they face the issue of having to choose which gender they will
portray themselves as during the choreography. One way to avoid this
issue is to divide choreography based on voice type- so Tenors and Basses
are Group A or Partner 1 while Sopranos and Altos are Group B or Partner
2. Additionally, for partner work in pieces, some students can be
uncomfortable with having to portray a heteronormative pairing, thus
allowing students to choose their partners and designate one partner as
Partner 1 and the other Partner 2 or designating partners based on voice
classification can provide a more inclusive choreography experience for
all students in your classroom.
Uniforms
Similar to the issues raised by gendered choir names and
choreography, uniform choices across all aspects of music performance
and grade levels can present problems for students in the LGBTQ+
community. If providing school-loaned uniform options, consider the use
of Separates that allow students to choose a top and bottom of their choice
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while still creating cohesion across your ensemble. If you prefer to go the
more traditional route and offer tuxes and dresses, consider allowing
students to choose which uniform option they are most comfortable in and
prevents student from being placed in a situation where they must present
outwardly in an outfit that does not match their gender identity.

Classroom Policies
Within your classroom space, the setting and enforcement of classroom policies,
expectations, and environment atmosphere can also help create a safe space for your
classroom. One way to show support of your LGBTQ+ -as well as students that need a
safe place to go when they need to talk- is the displaying of a Safe Space Sticker or
verbal statement that your room serves as a Safe Space for students. The Safe Space
Sticker can be a non-verbal or silent indication to your students that your room is
somewhere they can come when they need support or to be heard.
Additionally, the use of explicit anti-bullying policies can also protect students of
the LGBTQ+ community. Many students in the LGBTQ+ community face
discrimination, harassment, and bullying from peers and sometimes teachers and
administrators. When setting anti-bullying policies, it is important to discuss what falls
into bullying, harassment, and discrimination and do your best to not leave a gray area.
When students do show bullying behaviors such as inappropriate, insensitive, or
offensive language and behavior, you should address the situation immediately. When
inappropriate language and behavior is addressed and alternative language and behavior
offered, there is a higher likelihood that actual changes in behavior and language will
occur. Instances of inappropriate language that should be addressed can even include

102

phrases such as “That’s so gay”, “sissy”, or “faggot” if the word is being used in a
negative connotation or to make fun of someone.

Representation in Educational Materials
Another way educators can show support of the LGBTQ+ community in their
classroom is to reinforce positive images of members of the community in the
educational materials they choose to use to support student learning. In addition to
considering the impact of heteronormative language and lyrics in songs, educators can
strive to represent a variety of individuals in their musical selections. When showing
videos of musicians performing or introducing new pieces to students, it is beneficial to
make special note of when these musicians and composers are members of the LGBTQ+
community. Representing this community in your educational materials creates positive
role models for students in your classroom and demonstrates your support of the
community in a covert way. Additionally, representing these students in classroom
materials can help them feel a stronger connection to the music you are performing and
shows them they are not alone. A reference chart below includes a list of LGBTQ+
Musicians and Composers (Southerland, 2018):
Musicians/Singers

Composers/Songwriters

Neil Amin-Smith

Billie Joe Armstrong

Billie Joe Armstrong

Samuel Barber

Azealia Banks

Ludwig Beethoven

David Bowie

Leonard Bernstein

Wendy Carlos

David Bowie

Arcangelo Corelli

Benjamin Britten
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Miley Cyrus

John Cage

David Daniels

Frederic Chopin

Vladimir Horowitz

Aaron Copland

Elton John

G.F. Handel

Janis Joplin

Lou Harrison

Lady Gaga

John Kander

Laura Jane Grace

Jennifer Higdon

Steve Grand

Andrew Lippa

Barry Manilow

Jean-Baptiste Lully

Ricky Martin

Gian Carlo Menotti

Freddie Mercury

Pauline Oliveros

George Michael

Owen Pallett

Sia

Daniel Pinkham

Rufus Wainwright

Cole Porter
Francis Poulenc
Ned Rorem
Camile Saint-Saens
Franz Schubert
Ethel Smyth
Stephen Sondheim
Pyotr Tchaikovsky
Virgil Thomson
Michael Tippett
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Under this same idea, also be aware how the educational materials you are using
in your classroom represent and portray the LGBTQ+ community. Many traditional
worship songs or early music are linked to homophobic languages and practices of their
time period and convey the wrong message to both your students and your audience.
When using these songs, it is important to highlight the issues and faults of the messages
in the song and provide an educational-based justification to the use of these pieces in the
classroom.

But are these topics age appropriate for all students?
Regardless of age, there are a variety of ways that educators can approach
the topics concerning the LGBTQ+ community without specifically discussing
sexual behaviors. Conversations that can help normalize LGBTQ+ inclusive
practices in school can include conversations about family diversity, gender
stereotypes, and healthy relationships and respecting one another’s differences
(Meyer et al., 2019).
When discussing family diversity, providing examples of a variety of
family types including single parent families, same-sex parented families, etc. in a
positive light can help challenge heteronormative narratives that most students are
exposed to and show representation and normalization of all types of love and
family types.
Additionally, when it comes to countering gender stereotypes, the most
beneficial step that educators can take is to not police students’ choices. If a
student chooses to wear a dress to school that may appear to be an unconventional
choice based on society standards, complimenting the student on their outfit
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choice instead of questioning them about why they chose to wear that particular
outfit encourages autonomy of their bodies and self-expression. Similarly,
educators should allow students to choose their activities during choice time and
do not try to force gender stereotypes on them. This also transfers into instrument
selection- encourage students to choose the instrument that they are most invested
in learning and as discussed earlier show positive representations of all types of
musicians on each instrument- i.e. showing male flute performers or female tuba
performers.
Finally, the promotion of healthy relationships and respecting of
differences goes hand in hand with having explicit anti-bullying policies in your
classroom. Encourage your students to support their peers in all their choices and
promote positive speech in your classroom.

Conclusion
All in all, there are many ongoing efforts in the current educational systems to
make the music classroom more accessible, more inclusive, and more welcoming for its
students. While this guide in no way forms a complete methodology for inclusion, it
provides a strong starting point for critical evaluation of your current classroom
environment, teaching practices, classroom management, interventions and supports, and
beliefs. Continued research in these topics will needed to turn this paper into a
comprehensive guide for Inclusivity in the Music Classroom as the research is everchanging and developing to reflect new best educational practices.
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Appendix
An Inclusive Music Classroom for Students of All Abilities:
A Quick Guide
1. Learn about the student and their needs and abilities
a. Read their IEP or 504 plan
I. Look for the following information (Meehan, 2013)
a. Current level of academia and function
b.Annual goals
c. Related services and Supplementary Aids
d.How student progress is measured, how goals are
documented, and when are reports given to parents?
II. Ask the following questions (Meehan, 2013):
a. What abilities does this student already have?
b.What does this student want to learn?
c. What do I want to teach this student?
d.What accommodations are already in place for this student?
b. Talk with their classroom teachers
c. Schedule a parent conference to speak further about strategies and
opportunities to engage the student in music class
I. Potential Questions to ask (McDowell, 2010):
a. Tell me about your child. What do they like to do?
b. What are some areas that your child struggles with?
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c. Can you child repeat patterns, like dances, rhythms, or
chants?
d. Does your child require structure to stay on task?
e. Does your child need additional notice or preparation for
transition between activities?
f. Are they any warning signs to look for to anticipate your
child’s frustration or overstimulation?
g. Is there any additional information that I should know to
ensure your child’s success in my classroom?
2. Making an Inclusive Classroom
a. Classroom Layout
I. Is the room handicap or wheelchair accessible?
II. Is the room organized in a way that will allow for consistency?
III. Is there anything that may be visually distracting for students?
IV. Is there any glare from lighting?
a. Is that something that can be addressed and fixed?
V. Is there any additional or excess noise?
a. Radiators, windows, etc.
b. Keep this in mind when working with students with hearing
loss or deafness
b. Classroom Routine and Schedule
I. Can I utilize a welcome song and ending song to the class period to
help prepare students for the transitions?
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II. How can I communicate with students that we are transitioning to
a new activity and leaving the old activity?
a. Can you write an agenda on the board and cross topics off
as you go?
b. Can you use images and Velcro and as you finish an
activity, remove the image as a visual reminder that the
class is done with that activity?
c. Can a transition song be incorporated to help students that
may need reminders during the transition period?
III. Can you situate students near the supplies or instruments they may
need throughout class to prevent overwhelm or disruption?
IV. How can I incorporate many different forms of communication of
items?
a. Can I provide images in addition to verbal directions?
b. Can I provide written directions in addition to verbal
directions?
V. How can I prepare students for changes from week to week?
a. Can I provide reminders at the end of each class that we are
done with one unit and moving to our next unit?
c. Curriculum
I. Is what I’m teaching within the abilities of my student?
a. How can I modify activities to fit in their abilities?

116

II. Can I modify instruments to allow students with difficulty with
fine and gross motor skills as well as students with physical
disabilities to play the instrument?
a. Is a specialized, adaptive instrument needed?
b. Can assistive technology help?
c. Does a special stand or brace for the instrument need to be
created?
d. See Additional Resource at the end of this document about
recommendations and cautions about specific instruments
for students with disabilities
a. This resource is from:
III. Can I simplify an assignment into more manageable parts for
students to do over a longer period of time?
IV. Can I put captions on with videos or provide a transcript of the
video for students with hearing impairments?
V. Do I need to produce enlarged music for any of my students?
VI. Can I record parts for students to practice along with at home?
VII. Can I provide an additional instrument for the student to take home
so they can leave one instrument at school and one at home?
VIII. Can I provide adjusted playing tests?
a. Can the student focus on one section of the song and do the
playing test in smaller chunks to still achieve the goal?
IX. How can I break an activity down into smaller steps?
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a. How can I incorporate repetition?
X. Can I teach melodies through rote for students?
a. Do I need to provide visual aids when teaching songs and
melodies to students?
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Modifying Parts Flow Chart
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